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Abstract: The tower as an architectonic object is not only about scale, it is also about concept.
In 1933, at the national showcase for the modernistic movement in Aalborg, Denmark the exhibition tower became a manifest and a landmark. The tower was inspired by the Russian constructivist Vladimir Tatlin´s "Monument to the Third International" from 1919, which in turn was a response to the Eiffel Tower being build in Paris in 1989. The Eiffel Tower is the iconic symbol of Paris and the new industrial spirit in Europe at the time. Almost all tourists love to buy tiny models of the Eiffel tower when in Paris, The Big Ben when in London or The Statue of Liberty when visiting New York. And now that the experience economy is growing, it becomes important to reinvent our cities and turn them into new desirable objects for future explorations. 
And how do we do that? This paper will explore some important aspects of the origin and the future of the iconic tower through a series of experimental and intuitive sketch loops that run through both the analogue and virtual world. 
The first part will look into the history of these illusive, illuminated towers of “Luna city”, “Las Vegas” and “Disneyworld” - a world of illusion, simulation and experience described and analyzed by the two French philosophers Baudrilliard and Foucault.  
The second part will look into the new virtual and actual worlds of architects such as Marcos Novak, Usman Haque, OMA and Kas Oosterhuis, who create mobile, interactive, sensitive architectural objects for the future that can interact with the environment as well as the users.
 The third part will look into the intuitive sketch process and the “flow of becoming” based on a series of loops from the analogue to the virtual. This journey through the mind and work of the architect and artist generates a plethora of emotions, experiences and narratives. The loops were used as introduction to an experimental workshop in “experience design” SCI-FI Scenarios at the Department of Architecture & Design at Aalborg University in 2007. The intention of the workshop was to show how art can help produce propositions concerning the architectural design process in the architectural profession. The last part of this paper will be an analytical and methodological attempt to interpret, in accordance with the hermeneutic tradition, what really happens during the sketch process and the workshop. These findings unfold a series of possible tools, methodologies and future scenarios to reinvent, rethink and recreate the city of Aalborg and other cities to make them into new desirable objects for future explorations. Finally, the paper will discuss Michael Tosti and Lise Kofoed’s paper “Analog – Digital – Hybrid: Gaming in a learning environment” that is an evaluation of the Sci-fi workshop seen from the outside.
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First Part

The towers of Coney Island & Disneyland – the Perfect Simulation
In “Delirious New York”, Rem Koolhas describes how in 1903 Coney Island was a true mini-Manhattan and a hysterical experimentarium where everything was about creating illusions. The starving masses came flowing out of New York in their spare time, demanding entertainment. 
“At night, the radiance of millions of electric lights which glow at every point and line and curve of the great play city’s outlines lights up the sky and welcomes the home-coming mariner thirty miles from the shore.”​[1]​
One of the biggest attractions, “Luna City”, was during the day a chaos of white-painted boards and construction elements, not until after dark and with the lights on did the city become “real”, in the same way that Las Vegas was and is completely dependent on watts to make the signs, the animations, and the arcade games function, just as Venturi describes it in Learning from Las Vegas: “If you take the sign away, there is no place, the desert town is intensified communication along the highway.”​[2]​ 
Las Vegas is a city made for speed. Iconography, animation, and watts are the building blocks of the city. At night the city comes to life, the city is a neon mirage, it is an electric field. To a certain degree, the same is true for many of the big malls that are popping up in the suburbs around our cities. If we remove the signs, there is no longer a place.
In Venturi’s optics, Las Vegas has become the first prototype for a future landscape in cyberspace. These “pleasure zones” such as Disneyland, Las Vegas, Xanadu, and Alhambra influence the first attempts with 3D internet. These are places like Alphaworld Active World and Second Life. However, Luna City may have been the first electric city, but too folksy and loud to be remembered.
In Los Angeles, which has become rich on celluloid dreams, and whose main industry is the world-wide film and media machine Hollywood, lies one of these classic pleasure zones, namely Disneyland. The place that mediates the dream of the eternally lost childhood, and as adults we are only able to look back at the lost fantastic world of childhood because we as adults have arrived at “reality”. Baudrillard explains: “Disneyland is presented as imaginary in order to make us believe that the rest is unreal.”​[3]​
To Baudrillard, it is obvious that Disneyland is located in the most unreal, postmodern, and chaotic place. The city that is not a city, but a multiplicity of highways with warehouses, slum, and carparks: the film city Los Angeles. Just by strongly contrasting the surrounding city, Los Angeles confirms the idea that Disneyland is fiction, that Disneyland is a dream machine and, therefore, completely “unreal”. 
But what about the “real” in the opposite camp, isn’t that just a fragile social construction? Baudrillard views Disneyland as a deterrence machine that can sustain the idea that what is outside is the true “reality”. He calls it a “deterrence machine set up in order to rejuvenate the fiction of the real in the opposite camp.”​[4]​
Viewed in this perspective, “The Matrix” with its dystopian vision of how simulation has taken over could hint at a possibility to escape to the nearest “holodeck”. When considering everything, Disneyland may be more real than the matrix ruling outside.
 In Simulations Baudrillard takes his starting point in Borge's narrative Of Exactitude in Science about an emporium where the cartographers drew a map so detailed that it ended up completely covering the territory. But as the emporium declined the map became tattered and was lost. A few shreds were still visible in the desert and Baudrillard claims that the metaphysical beauty of this tattered and lost abstraction witnesses the greatness and decline but not a map that was so perfect that it created confusion about what was reality and what was a map. He says: “This fable has come full circle for us, and now has nothing but the discreet charm of second order simulacra.”​[5]​ Thus, today we surround ourselves with imitations and simulations without poetry and metaphysical power since they are only extremely detailed copies of reality and only are “hyperspace” without atmosphere.
“Simulation is no longer that of a territory, a referential being or a substance. It is the generation by models of a real without origin or reality: a hyperreal. The territory no longer precedes the map, nor survives it. Henceforth, it is the map that precedes the territory - precision of the simulacra - it is the map that engenders the territory and if we were to revive the fable today, it would be the territory whose shreds are slowly rotting across the map. It is real, and not the map, whose vestiges subsuit here and there, in the desert which are no longer of the Empire, but of our own. The desert of the real itself.”​[6]​ 

The Towers of New York & the Attained Utopia
New York was in fact the materialized/realized utopia for the Europeans who went there, and in “Blade Runner”, the advertisements on the airships read; “The chance to begin again in the land of golden opportunity.” In “Metropolis” and “Blade Runner”, the cinematic universe is based on New York with its phenomenal concentration of urbanity. N.Y. is an archetype that is the mother of all cities, the city of cities. The houses are so big that they are no longer houses, but cities, and a skyscraper is a city in a city. Just like Russian dolls or Chinese boxes. The idea of the story and the notion of how the story ends, whether it is a utopia or a dystopia, are no longer possible to carry out- we are on the other side. According to Baudrillard, we are past the end. He says: “This is our destiny: the end of the end. We are in a transfinite universe.”​[7]​ The idea of possible utopias or dystopias exists mostly in films and games, no longer in the social and political “reality” as it is simply not interesting anymore. According to David B. Clarke “America is the original version of modernity. We Europeans are the dubbed or subtitled version, America asserted its utopianism from the start, thus forcing a conviction in its reality.”​[8]​ America’s problem is that they have already reached their utopia and that they now must adopt an attitude to whether they can go on and, among other things, continue through films to hang on to the image of the attained utopia. In the last century, the century of modernism, the Manhattan skyline was an icon symbolizing the modern, but does anyone today regard Manhattan as an expression of the modern spirit of the time? Has not Manhattan rather started to become a piece of fascinating history on the beautiful art deco skyscrapers?
“Manhattan has no choice but the skyward extrusion of the grid itself.”​[9]​ New York is based on a grid, but it does not extrude itself where the grid lines meet, rather in the entire surface between the lines, which also leads Corbusier to say that the skyscrapers are too small, there are too many, tear it all down, and build my “Radiant City”. He suggests that you all across Manhattan build his 60-storeys cross-shaped horizontal “Cartesian Skyscrapers” (French and logical, after French mathematician Descartes).
“Those translucent prisms that seem to float in the air without anchorage to the ground, flashing in summer sunshine, softly gleaming under gray winter skies, magically glittering at nightfall, are huge blocks of offices.”​[10]​
This is how Corbusier sees his skyscrapers, as glittering crystals magically sparkling when night falls, like in the end of the Revelation of St. John the Divine where the vision of the New Jerusalem in prismatic radiance descends to him from heaven. Linguistically, the utopia easily becomes a metaphysical matter.

However, things have changed and today things are different; the idea of the “real” reality has become the goal of our search, out there lies a “Nostalgia”, a “Retopia”, a primary and ecologically unspoiled reality, and we talk about “opting out”, leaving this noise and inferno of the present that we are in to become real and realize ourselves. The architectonic vision for such a “real” place looks like a green hilly landscape where you can see the edges of white-painted gable tips, hollyhocks, and half-timbering, almost a kind of eternal Sunday in the country placed in a distant time sphere. According to Baudrillard: “Reality could go beyond fiction: that was the surest sign of the possibility of an ever-increasing imaginary. But the real cannot surpass the model – it is nothing but its alibi. The imaginary was the alibi of the real, in a world dominated by the reality principle. Today, it is the real that has become the alibi of the model, in a world controlled by the principle of simulation. And, paradoxically, it is the real that has become our true utopia – but a utopia that is no longer in the realm of the possible, that can only be dreamt of as one would dream of a lost object.”​[11]​



Heterotopia of Foucault, the Epoch of Space
In his lecture “On other spaces” in 1967, Foucault spoke of what changes will take place in our Western culture and of the fact that our experience of relations between time and space will be changed radically. “The great obsession of the nineteenth century was, as we know, history: with its themes of development and suspension, of crisis and cycle, themes of the ever-accumulating past, with its great preponderance of dead men and the menacing glaciation of the world… The present epoch will perhaps be above all the epoch of space. We are in the epoch of simultaneity: we are in the epoch of juxtaposition, the epoch of the near and far, of the side-by-side, of the dispersed.”​[12]​
With this point of departure, Foucault considers the possibilities for a heterotopia​[13]​; “The heterotopia is capable of juxtaposing in a single real place several spaces, several sites that are in themselves incompatible.”​[14]​ 

The epoch that Foucault speaks of in this case is the century of modernism and postmodernism, and the heterotopia that Foucault mentions must be that of postmodernism. Now, we are exiting a post cyberpunk and post tech-noir epoch and travel far inside the “simulacrum”, which is the condition that Baudrillard speaks of, in which the simulation is greater than the original. 
Foucault opposes the idealized concepts of the classic utopias, which cannot be located in the reality in which we live, with the heterotopias that exist around us, which can be located - that is, utopias that have been realized. 

Foucault characterizes this space of compensation in a way that presents its nature as a cyberspace. Today, on the internet, many so-called “virtual communities” exist, but he speaks of the virtual in a much wider sense. He says: “Finally, the last characteristic of heterotopias is that they have, in relation to the rest of space, a function that takes place between two opposite poles. On the one hand, they perform the task of creating a space of illusion that reveals how all space is more illusory, all the locations within which life is fragmented. On the other hand, they have the function of forming another space, another real space, as perfect, meticulous and well-arranged as ours is disordered, ill-conceived and in a sketchy state. This Heterotopia is not one of illusion but of compensation, and I wonder if it is not somewhat in this manner that certain colonies have functioned.”​[15]​
He offers a number of examples of these “worlds inside a world”, worlds that exist in parallel next to the major main current in our culture. These are theatres, cinemas, museums, libraries, cemeteries, market places, and brothels. These are all places that are built on a concept, which is one small world in itself, but at the same time, the place is a space, a world outside of time. They are all effectively realized utopias. While being hermetic places that are closed around themselves and focused on creating an illusionary space, these heterotopias question the real world outside - and is this not an illusion and a simulation to the same extent?
Foucault points out that first the modernist utopias have been attained or dissolved, and then utopia and dystopia have come to be the same space for the postmodernists, but a large number of these realized/materialized utopias that he calls heterotopias still exist, and they have been there all along, we just have not seen them for what they are, i.e. small realized utopias. In this connection, the internet with its many small and different groupings and worlds inside the world can be seen as “virtually realized heterotopias”. 

Second Part


Architecture of interaction and experience and how “form follows fiction”
The first question is, if we have now reached the point where utopias and dystopias are no longer needed, simply because these no longer can be traced in the late-capitalist smooth surface of the global epoch? Or maybe we have simply begun to realize our own utopias - visual as well as physical. Autonomy, decentralization, differentiation, and multiform are key words. So who needs totalitarian plans such as “Ville Radieuse” and “Plan Voisin”? Lyotard says that all grand narratives such as Liberalism, Christianity, Communism, etc. have lost their authority and that the world should now be understood by looking at the small and local narratives. Maybe Lyotard is pointing to precisely the small and locally realized heterotopias.
The second question is, if Lyotard says that all grand narratives are gone, how come architecture and narration become so interwoven in the new world of experience economy? Any city dreams of their own “Guggenheim” as the city of Bilbao which reinvented itself through a visual landmark and a spectacular, expressive architecture. So it seems that all grand narratives have been replaced by a new kind of small local narrative based on experience economy and tourism. 
The third question is, if the towers of Disneyworld have become more “real” as Baudrillard says, because they represent the vision of our lost childhood and the loss of the grand narratives? In the new world of experience economy, the nostalgic dream of the lost childhood becomes more real to us, and slowly our society becomes more and more infantile, sentimental and nostalgic in its search for any kind of fundamental basic metaphysic, beyond the infinite fields of artefacts of our western consumer culture.
If this is true, it is a better explanation as to why towers or skyscrapers are becoming increasingly higher and more spectacular, and architecture no longer is “form follows function” but “form follows fiction”. Thus, the new architecture of the modern experience economy becomes a “narrative architecture”, an “iconic architecture” or maybe even an interactive architecture. Fiction becomes a bigger part of any object or artefact, and the building of towers is longer only about scale, as it has become about storytelling and concept as well. We will investigate this through a series of cases in the following.

In the future we will not ask whether a building is beautiful. Rather we will ask what it can do, how we can interact with it, if it is flexible or mobile, and, if it is online, what stories can it then tell us? 
As the Dutch architect Kas Oosterhuis explained it: “We must look at the buildings as if they are instruments, which can be played in real time. These dynamic buildings I regard as running processes, which are continuously informed and which continuously inform other running processes. They are active nodes in a complex adaptive operational network.”​[16]​ In that sense Disneyworld has been a prototype of a new architecture based on fiction and interaction. Disneyworld is an experience machine, a hyper complex aesthetic architectural system based on economy and nostalgia. It is designed to provoke infantile emotions. 
Disneyworld is what Foucault calls “worlds inside a world”. It is a place that is built on a concept that is one world in itself, but at the same time, the place is a space, a world outside of time. It is a effectively realized utopia. 


Towers as an Architectonic Object is not only about Scale, It is also about Metaphor, Interaction and Concept
The French critic and architect Paul Virilio, one of the world’s most visionary and well-formulated critics in the discussion of the new parallel world, what it is going to look like, and what we are to do with it, explains: “A single door for entering and exiting will no longer suffice. Riemannian space… amorphous collection of pieces that are juxtaposed but not attached to each other. Pure patchwork with an infinite porosity of structure, like a sponge. Bed becomes chair becomes table becomes wall becomes room becomes building becomes infrastructure. Continuous like film, an architecture based on duration and flow, from the actual to the virtual, and from the virtual to the actual.”​[17]​ 
Luigi Prestinenza asks if it is possible to work on this “other level” as an architect:
“Can we work on an architecture which is not only metaphorical, but also a "creator of metaphors," which leaves its own decodification open, free, structured/non-structered and suggests and offers to the user the possibility of constructing “his own story?””​[18]​ 
On the internet one can find strange and beautiful projects such as “Liquid Architecture” and “Transarchitectures.”​[19]​ They are all efforts of trying to connect psychological and virtual rooms created by the architect Marcos Novak.​[20]​ Here we find the virtual room which Paul Virilio and Puglisi talk about. Novak is one of the leading “builders” of the coming cyberspace.
Outside in the “real world” three interesting new hybrid projects are being build. The Dutch project, The interactive & kinetic MUSCLE Tower II (2004) (​http:​/​​/​www.bk.tudelft.nl​/​live​/​pagina.jsp?id=ed8cbb6e-466d-41f6-8b28-d15f0b739f87&lang=nl" \t "_parent​) from University of Delft by Kas Oosterhuis. It is a true HYPERbody and a metaphorical object. It reacts to its environment and pro-actively determines the space around itself. This is an advertisement tower which attracts attention through its elegant moves. The construction consists of aluminium staves connected flexibly to each other and the FESTO Muscles by iron hollow spheres. The FESTO Muscles are controlled by a running program in VirTools which is aware of its environment through movement sensors and it can be programmed for many different kinds of interaction.​[21]​ This tower could actually become a new archetype for a new kind of construction in bodies and towers. 
In 2004, the British artist and designer Usman Hauge launched the “Sky Ear” project based on LED light and mobile technology. It consists of 1000 helium balloons it releases into the night as a “glowing cloud”. People can then phone to the cloud and listen to the sound of the sky and the EMF electromagnetic fields that are present everywhere. The balloons are able to communicate with each other and create different kinds of colours and patterns. It has been launched in Fribourg, Switzerland and in Greenwich, London, and “Sky Ear” is one of the first ephemeral architectural interventions that exist simultaneously in electromagnetic and urban space. It is a “soft space” not a “hard space” as we normally understand architecture: It is not a static structure, it is a temporary interactive “cloud”.  
Another Dutch art project is the D-Tower (2003) created by the artist Q.S. Serafijn and the architect Lars Spuybroek / NOX-Architekten. The D-tower consists of three parts: a website for everybody, a questionnaire accessible for a hundred different people that have a password, they and the tower are linked together. The tower is a 12 meter complex organic semi-transparent structure made of epoxy a gothic vault structure. The website and the tower are visualizations of how the inhabitants of the city Doetinchem respond to the questionnaire which deals with daily emotions such as hate, love, happiness and fear. Every month the questions become more precise, and the answers are graphed in different “emotion landscapes”. The four emotions are represented by four colors: green for hate, red for love, blue for happiness and yellow for fear, which are also the colours of the lights that illuminate the building. If, for instance, the city feels happy, the tower will turn blue at night time. (http://www.d-toren.nl/site/manual_en.html.)
As early as 1986, Toyo Ito created the Tower of Winds, a 21 m opaque object in Yokohama. At night the tower “dances” to the music of the city. Sound, wind, time of day and season and movement interact with a series of transparent layers of glass and light. More than 1,000 lamps, twelve neon rings and thirty flood lights all reflect the complexity of the city and its inhabitants. Toyo Ito has created a new archetype of interactive architecture for the future, but the tower has also a link back in history to the Tower of Winds in Athens created and constructed around 50 BC by the Greek architect and astronomer Andronikos of Kyrrhos. The Greek tower, which was very important to the sailors at that time, was a 12 meter octagonal, marble tower that combined sun dials, a complicated internal water clock, and a weathervane depicting Triton pointing in the direction of the wind.  
In 1578-80 in the Vatican, Rome, Ottaviano Mascherino build a new Tower of Winds - Torre dei Venti. Through a hole in the south wall, a beam of sunlight projected onto the meridian line marble floor parallel to the north-south direction aiming to measure the altitude of the sun at noon according to the metrological seasons. The calendar dates was chiselled into the floor and indicated the time of the year. Inside the walls of the tower were beautiful frescoes and allegories of the seasons, and above the ceiling with the wind rose and the anemometer. These new and old examples are all small objects with a strong poetical concept and a special visionary combination of art, content and technology. 

In order to bring these modern towers and objects into a historical context, we must look closer at another object, the Glass Pavilion by Bruno Taut from 1914, created for the Deutche Werkbund in Cologne. The Glass Pavilion was a small glass temple on a concrete plinth with fourteen glazed sides and topped with a prismatic dome of double skin coloured glass. The reflexion of light was intensified by interior water cascades and a mechanical kaleidoscope. The poet Paul Scheerbart wrote a motto for each of the fourteen sides of the glass pavilion. The pavilion was an expressionistic manifest that glorified the new glass architecture of the future and to Taut and Scheerbart it was a prediction of a new free, transparent and spiritual culture. 

To the Russian constructivists, Vladimir Tatlin´s “Monument to the Third International” from 1919 was the ultimate monumental and monstrous manifest. Tatlin´s tower was never actually build, but it was meant to be a propaganda apparatus with big movie screens for projection of propaganda films. Inside the 400 meter high tower structure was three rotating geometric objects. On the top, a rotating cylinder contained an information centre issuing news bulletins and manifestos via telegraph, radio and loudspeaker, and would complete a rotation once a day. In the centre of the structure was a rotating cone (​http:​/​​/​en.wikipedia.org​/​wiki​/​Cone" \o "Cone​) that housed executive activities and completed a rotation in a month. At the base of the structure was a rotating cube (​http:​/​​/​en.wikipedia.org​/​wiki​/​Cube" \o "Cube​) which was designed as a venue for lectures, conferences and congress meetings. The cube would complete a rotation in the span of one year. 

Taut’s glass pavilion has a poetic nerve and was a strong conceptual and utopian manifest for the expressionistic movement. Toyo Ito´s Tower of Winds has the same artistic and poetical drive, but seems much more interactive and flexible than the new D-Tower. If combined with the MUSCLE Tower II, we could start a conservation with the object. 

In 2008 the symbolic “Water Tower” is to be build by the Ebro river at the EXPO site in Zaragoza in Spain. The theme of the EXPO is Water. The first part of the project called “The digital Mile” under the leadership of Dennis Frenchman and William J. Mitchell from MIT is launched. It is an interactive waterfall “Water Wall”. The intension is to create performative, interactive urban spaces through GPS and mobile technology, a further visionary extension of the interactive concepts of Toyo Ito´s artistic vision. In the future we will ask what the building can do? How can we interact with it? Is it flexible and mobile? And if it is online what stories can it tell us? To create a free and unbound vision of the future, we can look at science fiction films, games and books as a genre, this is a art form where the design concepts and the architectural vision are strong.  
 
Third Part

Sci-fi Scenarios as a Tool for Developing Future City Concepts

To work with science fiction is a specific type of narrative technique, where design and architecture are the main actors. Book, film or game – the media is of minor importance - it is all about designing worlds, to comprehend and invent new universes. Architecture becomes the guiding spirit in the vision of a possible future, whether it is a dystopia or utopia. It is not a question of ‘form follows function’ but ‘form follows fiction’. Architecture is not minimalist and truth-seeking for the pure form, but a metaphorical artistic idiom filled with symbols and significations that carry the narrative forward. Scott Bukatman from Department of film at New York University, an important and central researcher on contemporary critical studies on science fiction, states in Terminal Identity that “Science fiction constructs a space of accommodation to an intensely technological existence. Through language, iconography, and narration, the shock of the new is aestheticized and examined.”​[22]​ Sci-fi is the shock of the new and the unknown, it is the place where all genres can meet and melt into new hybrid forms. There is no real, no documentary or naturalistic boundaries. From any artistic and experimental point of view, sci-fi is the perfect medium with almost no boundaries.
Thinking in terms of genre in science fiction films, it is difficult to establish fast generic boundaries. Never the less, the main focus of Sci-fi is on the technological aspect, the critical, utopian, romantic or neurotic paranoid, in terms of human versus cyborgs and human versus alien artificial intelligence. Professor in literature communication and culture J.P. Telotte calls science fiction for “what if scenarios.”​[23]​ He states that sci-fi as a genre has its own language and iconography, settings, situations, technology, science, weaponry and character types. It has two dimensions, the first being the semantic dimension that explains what it means. The second being the syntactic dimension that explains the plot development, character action and typical events. The semantic and syntactic points of view make it possible to use the “measurement of difference” ​[24]​ – for instance from other contemporary films, from earlier or later examples of the genre, or from different genres altogether. Telotte speaks of a synchronic comparison (which appeared at the same time) and a diachronic comparison (which appeared at another point in film history). It gives us a simple tool for taking a systematic approach to explaining sci-fi and its different sub genres and for making “measurement of difference” through a diachronic and a synchronic view. However, in most of the sci-fi film genres are important underlying elements and nets of cross references, a frame of references, and a root net of inspiration. 

Science fiction cinema could be approached in four ways. Vivian Sobchack has made a systematic analysis of science fiction cinema as a genre, and according to her, it could be approached in terms of its themes, its iconography, its mode of address, and its uses.​[25]​ Sobchack has suggested that science fiction provides “concrete narrative shape an visible form to our changing historical imagination of social progress and disaster.”​[26]​ New technologies change the social relations, and science fiction is in a constant flux searching the edge of its epoch imagination, mirroring the zeitgeist in new fictional worlds, for a characters who inhabit these worlds. “This suggests that science fiction’s characteristic themes are basically twofold, having to do with technologies on the one hand and with modes of societal organization on the other.” ​[27]​ But through its history, sci-fi has progressively developed new sub genres on the basis of “Metropolis”, and there are very fluidly flowing ? borders for what kind of genre sci fi is. So this is only a temporary suggestion for six possible aspects based on Telott´s “measurement of difference”, and Sobchack´s “themes, iconography, mode of address, and uses”.

What if? And the explorative experiment

The theme of the Sci-fi workshop was the harbour of Aalborg, Denmark and its surroundings seen in a time-span of 20 to 40 years into the future. The aim of the workshop was to move from analogue to digital in a series of intuitive sketch loops based on eight sci-fi genres and the three formal principles. 
The eight sci-fi genres are: 1. Postmodern sci-fi noir. 2. The horror and alien aspect. 3. Post-apocalyptic cyberpunk. 4. Ghotic Steampunk. 5. Nostalgia and retro futuristic sci-fi. 6. The comic cartoon vein. 7. Poetic spiritual and ecological Sci-fi.  8. Ideological and Psychoanalytical Criticism. 
These eight genres are based on a further development of Bukatman, Telotte and Sobchack’s analysis of science fiction films and the genre, and it was supported by five lectures that were supposed to inspire and set the methodological frame of the workshop. The three formal principles, the organic, the prismatic, and the serial (the grid or the batch), were meant to open up for a freer and more abstract sketch process. The first week assignment was analogue sketches, the second week assignment was digital sketches and the third week assignment was implementation into a real time 3D model of the harbour front. Each object was to be an animated loop linked to a specific place.  The assignment was to be carried out at the old harbour front in Aalborg. 
The lectures in the workshop focused on the eight genres as well as Retro Futurism & American Streamline, The Roots of Virtual Architecture, Multiform Architecture & Storytelling, and Science Fiction Scenarios, The Post Apocalypse and Hermeneutics & Experiment.  
In the design process reflection and experimentation often becomes a chaotic experience, but using experiments as a part of the learning process has a lot of advantages. Donald Schön states in his book The reflective practitioner that “In the most generic sense, the experiment is to act in order to see what the action leads to. The most fundamental experimental question is, “what if?”​[28]​ Schön operates with three very different levels in his definitions of the experiment. As a participant you can work with all three types of experiments at the same time.  1. The explorative experiment. Let the intuition flow, just do it, it is a success when it leads to the discovery of something. 2. The move testing experiment. There is a intention and a direction of the action and a positive confirmation of the intention. 3. Hypothesis testing. This is much more complex and on a higher analytical level. Schön explains it this way: “The practitioner has an interest in transforming the situation from what it is to something he likes better. He also has an interest in understanding the situation, but it is in the service of his interest in the change.”​[29]​ This is the academic approach of the workshop, but what is fundamental for the intuitive artistic design process is to let go which is basically a question of psychological, professional and personal development.

The aim of the workshop was to bring the participants out of their usual context and into a “flow of becoming” in the sense that “flow” is the mental state of operation in which the person is fully immersed in what he or she is doing, characterized by a feeling of energized focus, full involvement, and success in the process of the activity. This notion was originally proposed by the Russian psychologist Mihaly Csikszentmihalyi (​http:​/​​/​en.wikipedia.org​/​wiki​/​Mihaly_Csikszentmihalyi" \o "Mihaly Csikszentmihalyi​)​[30]​ who explains: “Being completely involved in an activity for its own sake. The ego falls away. Time flies. Every action, movement, and thought follows inevitably from the previous one, like playing jazz. Your whole being is involved, and you're using your skills to the utmost.”​[31]​ This is what the first week of the workshop is about; to work with the analogue sketch process until you forget yourself. The second week is about taking the 2D analogue sketches into 3D. The third week is about implementation into the 3D real-time model of the city. 



Perspectives and Challenges 
How did the towers, objects and artefacts created during the workshop turn out? They looked like strange, abstract, prismatic, animated and transparent crystal caves, green giant serpentines of seaweed or like vertical rotating double helix DNA treads. Mechanical machines like groups of sleep walking squids. Rotating, breathing and morphing towers, or small emerald birdlike swarms of dancing and singing organic objects. So what did we learn? To reinvent and rethink the city you need to go to a higher abstract and conceptual level, but also to a more play full level. There were 42 students last year and 12 this year, and what is typical for all of them is that they undertake
a personal journey through different layers of consciousness tools and methodologies from “the flow of becoming” to active reflection. At the last day when the different animations were implemented in the 3D real-time engine and tested as a free game, the workshop could have been renamed “Play and experience your future city”. The workshop was observed by two collegues Mikaek Tosti and Lise Kofoed who analyzed the pedagogical concept, which they described as a “game based learning process”. They concluded that “one of the concerns is to be able to design the right game with the right tools for the specific purpose, to establish the optimal environment for game, and in all aspects to support the players. This implies a teacher/facilitator with the ability to develop games within the actual profession, who has knowledge about pedagogical approaches and abilities to carry out a complex learning process. And who is able to think the analogue, digital and hybrid aspects of the game. In that sense the facilitator of the game becomes important. Maybe the most important”.​[32]​ So the facilitator is a “game master” who sets the rules for the workshop as a game and puts up the frames as well as the methods and goals. The intention was to use sci-fi as a tool for setting the mind free and through “the flow of becoming”, the task was to create a completely new city and desirable objects for future explorations both in cyberspace and in “the real world”. 
At the Sci-fi scenarios workshop we invented a: “deterrence machine set up in order to rejuvenate the fiction of the real in the opposite camp” as Baudrillard describes Disneyland. We created a future simulation - a “Disneyworld” in cyberspace to rejuvenate the utopian idea that “the real” can be improved. 
We never called it a game, and we were surprised to hear that observing the workshop from the sidelines it looks like a game with a set of rules, themes and constrains. So this is the important achievement of the workshop experience: It is a game that you play with your intuition, and where you ask “what if?” Next year we will introduce the workshop as an intuitive game, and introduce it to the inhabitants of the city of Aalborg, the decision makers such as politicians, entrepreneur’s and people in the street to get a new response from the “outside world”.
Kofoed and Tosti also explain that there seems to be a metaphysical aspect of the process, a value that not is possible to measure. It is a prize for experiencing “the flow of becoming” - they emphasizing that:  “Another aspect that needs to be developed further is to overcome the separation of body and mind. In that respect educational games - and also within combinations e.g. networking, extension of memory and simulation - have potential to bring about learning environment where you will not only be able to logically reason but also feel that 2 plus 2 sometimes can be 5.”​[33]​


Tools and Methodologies for Future Simulations 

From a methodological and a hermeneutic viewpoint, Sobchack´s “themes, iconography, mode of address, and uses”, is a very important analytical tool. There is a tripartite methodological theme at the workshop from analogue to digital to hybrid synthesis. Donald Schöns works with a tripartite model which contains three different levels of the “experiment”: the explorative experiment, the move testing experiment, and the Hypothesis testing. It is the active and reflective practitioner’s tool in the intuitive process. Combined with Mihaly Csikszentmihalyi (​http:​/​​/​en.wikipedia.org​/​wiki​/​Mihaly_Csikszentmihalyi" \o "Mihaly Csikszentmihalyi​)’s definition of “flow of becoming”, we have a solid foundation for the intuitive sketch process.  What is new to us in this context is that the intuition and the experiment can be approached as a game. This is a real challenge for the future explorations of things. Finally, the Sci-fi workshop could be used as a playful game in any city. It is like using a kaleidoscopic time machine or a rejuvenation machine for creating new desirable objects and cities for future enjoyments and explorations.   
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